t his issue of Scandinavian Studies brings together scholars from the disciplines of ethnology, Scandinavian studies, and folklore studies to examine the creation of heritage within museums large and small in the nordic countries and nordic america. the late Barbro Klein, influential in the fields of folklore and ethnology on both sides of the atlantic, defines heritage as "phenomena in a group's past that are given high symbolic value and therefore, must be protected for the future" (Klein 2000, 25) . cultural heritage is a process created in the present, but drawing on the past in order to shape strategies and attitudes toward the times to come (Lowenthal 1985; 1996; Kirshenblatt-Gimblett 1998; Klein 2000; anttonen et al. 2000) . as such, cultural heritage is self-conscious and deliberate, a practice that inevitably also changes the self-perceptions of cultural practitioners, as they respond to each new form or performance of heritage that they and others create.
the manner in which the past is legitimized and reframed in the present, in part through museums, has been discussed for decades but has received added impetus since the 1990s. configurations of "cultural heritage" have been used to legitimize and support varying forms of collective identity and to forge or assert allegiances to nations, locales, families, ethnic and religious groups, artifacts, rituals, and traditions. Scholars have grown progressively more aware of the constructedness of notions of heritage and its entanglement with broader systems of political, social, and cultural power, aptly described in recent scholarship as "heritage regimes" (Bendix, eggert, and Peselmann 2013; Bendix 2009 ). the questions of how heritage becomes constructed, by whom, and for what purposes have become the focus of a burgeoning field of interdisciplinary research.
While scholarship in this area has brought valuable critical perspectives to the study of heritage, much of the work to date adopts a top-down perspective on the subject, examining processes of heritage making as elite-driven and programmatic. the articles of this special issue seek to supplement, and in some ways complicate, such valuable theoretical formulations through fine-grained ethnographic accounts of heritage making as it occurs here and now and bottom-up, that is, in the concrete practices and perceptions of heritage workers on the ground. the articles assembled here build on ethnographic scholarship that critically approaches the concept of heritage as a "cultural practice about cultural practices"-that is, as performative productions that involve selecting certain cultural aspects on behalf of others, and then packaging and displaying them for an audience that contains, among others, the original producers themselves, who are invited to view and contemplate the resulting representations in institutional or vernacular settings (aronsson and Gradén 2013, 12; Gradén 2013; Larsen 2013; Gradén and O'dell 2018) . institutional heritage making becomes in this way a tradition of its own, and a set of phenomena that can be studied ethnographically and interpreted through the lenses of cultural studies. the present authors' approach to museums is critical and compassionate as they examine the effects of various allegiances, priorities, and perspectives on the roles museums play in the nordic region and nordic america and call for a stronger sensitivity to and acknowledgment of the diversity of institutions that call themselves museums.
Re-conceptualizing Heritage in nordic contexts
in the following, we call attention to some of the challenges facing museums in the West today, providing a brief discussion of competing heritage regimes and legacies of selection. this introduction provides a framework for understanding the changing intellectual, political, and professional landscapes in which museum leadership and staff operate today and the case studies that are presented in the articles of this issue. How do such challenges shape cultural heritage, delimit identities, and draw boundaries via museum practices of selection and recognition of difference?
to be sure, throughout history, nordic museums have functioned for and in differing contexts. in the seventeenth century, countries like denmark and Sweden sought to bolster and legitimize their military conquests of neighboring lands in the nordic-Baltic region through employing the tools of heritage making. during the mid-nineteenth century, as nordic countries underwent deep social, political, and economic transformations, an emphasis on solidarity and collaboration arose, creating a new set of goals for those engaged in the representation and presentation of cultural heritage. increased military threats from outside the nordic region at the end of the nineteenth and beginning of the twentieth centuries created new contexts for culture workers, as museums and international exhibitions became performative tools for political positioning of the nordic countries on an international, geopolitical plane. With extensive migration and new demands from citizens and markets in the twentieth and twenty-first centuries, culture workers in recent decades have sought to position the concept of nordic heritage as a set of shared cultural values ("simple," "rustic," "Protestant") as well as a range of political and social tendencies, including supranational allegiances, ample welfare provisions, a commitment to peace, and an achievement of gender equality. this new notion of heritage is meshed with a marketing of design, art, fashion, food, and culture, both in the nordic countries themselves and also in the united States (aronsson and Gradén 2013) . Such nordic trends fuse or sometimes clash in the north american context with the heritage making of nordic americans, which may emphasize different cultural elements or historical processes, as culture workers respond to different local and communal perceptions and needs. the articles of this special issue investigate museums and the performance of nordic heritage transnationally, with attention to museums of vastly varying sizes, budgets, and scopes. they shed light on central questions of heritage making as related to museums and their artifacts, exhibits, events, agendas, forms of operation, and strategic development on both sides of the atlantic. they focus attention on the ways that heritage making entails processes of inclusion, but also, significantly, of exclusion, as certain elements of communities, cultures, values, and futures are pushed aside.
What are the roles of museums of various sizes in making and maintaining cultural heritage in nordic and nordic-american contexts? the question has economic aspects, particularly in Western countries. More recent trends in museum leadership have seen increasing emphasis on issues of stewardship based on measurable results, marketing, and the interests of financial stakeholders (cf. Jacobsson 2014; valtysson 2015) .
in the last few decades, many museums have built new facilities to increase their local and international visibility and attract more patrons (Greub and Greub 2008) . Museums and other heritage sites today compete with numerous other media and modes of entertainment. they have responded, in many cases, by incorporating "edutainment," social media, and new communication strategies into their business plans, aiming to be more inclusive in terms of content and more appealing to identified or novel target groups. While striving to become more participatory and inclusive, and diversifying their portrayal and presentation of history and heritage, museums may also struggle to deal with changing demographics and the need to embrace the complex multicultural and multi-ethnic realities of today.
Re-conceptualizing Heritage in the nordic region, the concept kulturarv (cultural heritage) first appears explicitly in lectures by viktor Rydberg (1877-1895), a figure best known to a more general nordic public for his literary production, most notably the christmas-themed poem "tomten" (the elf). However, Rydberg was also a professor of cultural history at Stockholm college (now Stockholm university) from 1884 to 1888. His work emphasized the fact that in order to understand contemporary life and structure, one has to appreciate the role played by the past. in a lecture from 1887, Rydberg used the term kulturarf (cultural heritage) to capture "en vidare krets av förflutenhet än de traditionella historiska disciplinerna kunde" (cf. aronsson 2004, 143; Svensson 2005) [a wider definition of the past than traditional historically oriented disciplines allowed for]. By emphasizing the word culture, Rydberg seemed to advocate an understanding of values, norms, and traditions as shaped through cultural processes.
Rydberg's concept of cultural heritage developed alongside the growth of museums like the norsk Folkemuseum and Skansen, institutions aimed at preserving historical buildings, tools, and instruments and implementing and demonstrating their uses to audiences. these museums were built in cities and shaped as a means of educating people about rural life as the cultural heritage of the nordic countries. they were a viable way to assist in the building of nations in the nordic countries, and their collections and displays influenced many of the museums created by nordic immigrants and their descendants in the united States (Gradén 2004; cf. Rentzog 2007) . as thomas a. duBois reviews in his article for this special issue, norwegian concerns with preserving material traces of a fast-changing traditional landscape arose already in the 1840s, gaining momentum through the founding in 1844 of the Foreningen til norske Fortidsmindesmerkers Bevaring (the Society for the Preservation of ancient norwegian Monuments). the Society's efforts to preserve and display historical buildings eventually gave rise to the core collection of the norsk Folkemuseum, which in turn inspired the Swede artur Hazelius (1831 Hazelius ( -1901 a different notion of what we can recognize as cultural heritage arose in the heart of the american intellectual citadel of cambridge, Massachusetts. there, in 1888, a year after Rydberg's coining of the term kulturarv, the founders of the american Folklore Society defined their objects of study in the inaugural issue of the Journal of American Folklore. "On the Field and the Work of a Journal of american FolkLore" calls for the "collection of the fast-vanishing remains of Folk-Lore in america" (american Folklore Society 1888, 3), characterizing its nature among descendants of english and irish settlers, african americans, native americans, and ethnic immigrants from other european countries. the idea of heritage as a linkage to the past-an arv or treasure that could tie a population to its predecessors-was scarcely conceptualized. instead, the folklorists imagined a world of cultural rupture and loss, in which once distinctive traditions-and with them, distinctive cultural identities-were rapidly disappearing into oblivion. Stripped of their traditions, people were destined to become "modern," a quality both avidly sought after and yet vilified by romantics nostalgic for bygone ways. Folk cultures and their members would "vanish" as distinct communities, dissolving into the anglo-dominant Protestant polity of the united States, albeit inevitably inhabiting lower rungs in the new society's enduringly racist social ladder. in this light, the article declares, "the collection of folk-lore is not an amusement for leisure but an important and essential part of history" (american Folklore Society 1888, 5). it is telling that, as Ridington and Hastings (1997) cogently point out, the same ethnographic professionals who sought to preserve also worked to obliterate. the opening article of the Journal of American Folklore enunciates this dual agenda clearly: "For the sake of the indians themselves, it is necessary that they should be allowed opportunities for civilization; for our sake and for the future, it is desirable that a complete history should remain of what they have been, since their picturesque and wonderful life will soon be absorbed and lost in the uniformity of the modern world" (american Folklore Society 1888, 6). in a modernizing america, like in the nordic countries, many museums were meant to be storehouses of past "picturesque and wonderful life," while people were expected to modernize and leave old cultural ways behind. as Frykman and Löfgren chronicle in their seminal work Den kultiverade människan (1980), translated into english as Culture Builders (1987) , the notion of an effacing but alluring modernity became well established in nordic countries in the course of the twentieth century, and particularly in the aftermath of the Second World War, even while museum institutions founded in an earlier era continued their work of preservation and documentation.
While scholars defined the nature of cultural heritage and theorized its loss in a changing world, twentieth-century museum directors and employees formalized the procedures used to identify, preserve, and display items collected and deposited in their institutions. the 1964 venice charter for the conservation and Restoration of Monuments and Sites established the norms by which museum professionals sought to conserve and/or restore items of cultural heritage, conceptualized mainly as objects of material culture. in 1972, uneScO expanded the concept of heritage to include "natural heritage," that is, landscapes, parks, and other geographic entities. in 1994, it again expanded the term to include "intangible heritage," including verbal and musical traditions and customs (vecco 2010, 322) . through international organizations like uneScO, the international council of Museums, and the international council on Monuments and Sites, and national organizations such as the american association of Museums, museum professionals codified, quantified, and commodified heritage as a product of a heritage industry. Moreover, the american association of Museums has codified their member institutions into different tiers and accreditation, according to financial situation, number of employees, and the size of collections and level of professionalism. as Gradén and O'dell point out in their contribution to this special issue, and elsewhere (Gradén and O'dell 2017, 48-67) , several museums in the united States trying to grow and climb on this museological hierarchical social ladder tap into current nation branding of the nordic countries, which in the last decade has meant featuring art, design, fashion, and environmental issues. in becoming increasingly professionalized, they appear progressively more removed from the grassroots enthusiasts of earlier phases of heritage making in nordic and nordic american museum history and more distanced from the artifacts and cultural ways that their collections sought to preserve and interpret.
during most of the twentieth century, the notion of cultural change-acculturation, assimilation, modernization-as an inevitable, and impersonal process of loss remained dominant in ethnographic disciplines on both sides of the atlantic. culture workers were seen as performing concrete acts to preserve or maintain items of vanishing cultures while time and progress marched on, pushing societies toward uniformity and the modern. in the 1990s, however, scholarly attitudes began to change. the concept of kulturarv, cultural heritage, began to pull together disciplines such as archaeology, ethnology, folkloristics, history, and museology in new ways, as more critical perspectives on heritage developed. the discussions and debates from this period problematized the manner in which the notion and practice of heritage both served and challenged change. Far from being a "natural" process or inevitable outcome of history, scholars argued that people make heritage through cultural practices. Heritage practices perform values, articulate priorities, and engender soft power. the emerging critical perspectives on heritage since the 1990s have questioned and further problematized the compartmentalizing practices of heritage professionals. By "compartmentalizing," we mean the shaping of collections-immaterial or material-and categorization of "items" into simple, seemingly transparently denotative "boxes" such as "global," "national," "regional," and "local," with further subcategories intended to denote ethnic identity, migration, art, religion, social estates, and so on. Scholars in ethnology, folklore, and heritage studies have rejected the notion of these categories as self-evident or natural, seeking instead to understand how such categories become constructed and then reflected in ethnographic disciplines and museum institutions. Scholars have come to see museums not just as holders or transmitters of culture, but as products of culture-institutional assertions of one or more understandings of heritage as a valued commodity and as a raison d'être for the institution.
in his seminal The Birth of the Museum, tony Bennett (1995) argues that museums of the nineteenth century and onward are both subject to and agents of change and resistance in society. in the american context, scholars and museum professionals writing on the relationship between museums and communities anticipated that, in the coming century, many groups that had previously seemed invisible in society in general, and in museums in particular, would no longer accept this status. as new social groups and recent immigration altered the makeup of many communities, museums would need to redefine what they contain and how they display it (commission on Museums for a new century 1984; dewhurst, Hall, and Seemann 2017). as groups formerly invisible in public museums have worked to express themselves politically, museums have been held accountable to a broader segment of society. in many state-supported central museums, as reflected in Hyltén-cavallius's contribution to this special issue and elsewhere, the call to inclusiveness in collection and display has resulted in an additive model, where new groups are recognized through temporary exhibitions, programs, and collaborations without making a mark on the collections or core exhibitions themselves. Meanwhile, in the united States, many groups, following the model of earlier nordic american museums, have created privately funded museum institutions of their own, adding to the rich fabric of cultural institutions and claiming their space in a world of growing heritage politics.
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Whatever its complexity, however, the world is made up of people and groups that are more than ever prepared to make claims to "their heritage." indeed, in recent years, being included on the uneScO "heritage lists" of tangible, natural, and intangible heritage has become a field of competition for many nation-states, the nordic nations included, striving to make themselves visible globally in a way that ties in increasingly with modern marketing notions of "branding" and "niche" development (Hafstein 2009; Bendix, eggert, and Peselmann 2013; see esp. Kuutma 2013) . as both nic craith (2013) and Frandy and cederström (2017) have shown, heritage regulations, reflecting the power interests and biases of an empowered elite, have both intended and unintended consequences. While creating frameworks that allow for the effective preservation and maintenance of heritage-be it material, local, or intangible-regulations can also impede or marginalize acts or actors that the regulators find inappropriate or unimportant. Sometimes, as with the case of local folk customs belonging to indigenous communities but categorized as World cultural and Heritage sites, prohibited or dissuaded uses or users may include people with very real and important ties to the locale, tradition, or object (Hafstein 2018) . as Kristin Kuutma (2013, 23) puts it: "Heritage privileges and empowers an elitist narrative of place, while dominant ideologies create specific place identities which reinforce support for particular state structures." in such power plays, social and cultural uses of heritage sites by less powerful individuals or communities may become characterized as threats and thereby prohibited (Frandy and cederström 2017, 224 ; cf. Karp et al. 2006; Waterton 2009 ). therefore, attention to the practices that create the hegemonic and counter-hegemonic, the empowered and disempowered, when heritage is being negotiated is important.
Folklorist and museum scholar Barbara Kirshenblatt-Gimblett has argued that cultural heritage is "made, not found" (1998, . Following her perspective, the authors of the articles in this special issue regard museums and heritage sites as products of curatorial agency and the agency of display, and recognize that such ongoing processes of selection serve to both include and exclude individuals and groups. When accepting that the past is continually re-created in the present, focus indeed shifts to heritage as a process of "metacultural production" (Kirshenblatt-Gimblett 1995; . Kirshenblatt-Gimblett's discussion aligns well with the ideas of eric Hobsbawm concerning the "invention of tradition" (2004) as well as those of david Lowenthal in his Possessed by the Past (1996). Lowenthal argues:
History explores and explains pasts grown more opaque over time; heritage clarifies pasts so as to infuse them with present purposes. critics who confuse the two enterprises condemn heritage as a worthless sham. . . . But heritage, no less than history, is essential to knowing and acting. its many faults are inseparable for heritage's essential role in husbanding community, identity, continuity, indeed history itself. (1996, xi) Heritage is, in short, not only linked to selected events, traditions, and materialities of the past, but it has, as Lowenthal argues, always been an important vehicle through which the past has been mobilized in the present in the name of specific cultural identities and communities. in the process, the past becomes charged with symbolic value and meaning (appadurai and Breckenridge 1992, 35-8; Kirshenblatt-Gimblett 1998, 7; anttonen et al. 2000) . Wishing to take the perspective of heritage making one step further, critical heritage scholar Laurajane Smith declares that "there is, really, no such thing as heritage" (2006, 11) , suggesting that the concept of heritage, first and foremost, is selected and used to provide tangibility to communities' affirmation of specific values and that heritage, as it is often used, is authorized, defined, or legitimized by a cultural or academic elite (Smith 2006 ). a decade later, and building on david Lowenthal and Sharon Macdonald, among others, Smith continues to examine the power dynamics at play in heritage and heritage making, but from an audience point of view. With the visitors' perspective at hand, she returns to the two terms and understands them in ways similar to how they have long been understood within american and nordic folklore and ethnology. Building on visitors' experiences of heritage museums, Smith defines heritage and heritage making as "an embodied set of practices or performances in which cultural meaning is continually negotiated and remade, and is, moreover, a process in which people invest emotionally in certain understandings of the past and what they mean for contemporary identity and sense of place" (Smith 2015, 459ff .; cf. Kirshenblatt-Gimblett 1998; aronsson and Gradén 2013; Gradén 2010) in other words, one of the most prominent features of cultural heritage making is to divide space and constitute collectives through embodied practices and engagement both in communities and in academic arenas.
Monuments, collections or adaptations of folklore, and particular natural or cultural landscapes-all discussed in recent decades as products of past heritage making-have played significant roles in the creation of nation-states (anderson 1991; Klein 2006; Hafstein 2012) . today, the display of cultural heritage remains an important instrument for representing the nation, and depictions of culture and heritage as "bounded entities" remain evident in the physical world of museums, not the least in the nordic countries (Levitt 2015) . Beyond the museum, many governments have come to acknowledge and even promote certain communities or regions as emblematic of national culture, utilizing uneScO institutions and guidelines to define and demarcate these entities. Such tendencies persist even while scholars in fields like folklore studies and anthropology have convincingly argued that culture is not place-bound, but instead involves processes, flows, and movements that readily transgress territorial boundaries (Gupta and Ferguson 1997; Hannerz 1992; Marcus 1998) . While it has become increasingly difficult to think in terms of old categories such as "national cultures" in a time of globalization and cross-border communication, the appeal of notions of bounded culture remains strong and has even gained ground as part of a reactionary response to social and cultural change.
in Sweden, major museum institutions receiving government support have sought to make visible national minorities such as the Roma, Sámi, and tornedal Finns, and have worked to make museums accessible to all members of the Swedish society (see SOu 2015) . these efforts toward inclusion are part of the nordic cultural strategy (2013) (2014) (2015) (2016) (2017) (2018) (2019) (2020) , initiated by the ministers of culture in the nordic countries, funded by the nordic Ministry of culture. efforts such as these, while valuable in their creation of new public venues for groups to tell their stories and re-present their heritage, also raise questions regarding priorities and centrality, particularly when budgets become limited. Whose culture should be included in a museum and by whom? What happens to heritage and other cultural expressions when they become political tools, either for exclusion or for integration? these processes of selection can have conservative or socially progressive outcomes, but, above all, they articulate various levels of engagement that have consequences. When we look at the case of museums and their collections, they strengthen relations that are binding, for example, in communities pertaining to gender, religion, or ethnic affiliation. if one museum chooses to highlight a specific community, a particular cultural phenomenon, or a special interest, other surrounding museums may opt to follow or to abandon that perspective in their own activities and plans for future exhibitions. the latter is because someone has already taken the responsibility. as Peggy Levitt (2015) points out, when the Multicultural centre in tumba, Sweden, opened in 1998, several of the major museums in Stockholm ceased to collect and include in their core exhibitions issues of recent migration and mobility. an unintentional consequence of this specialization process is that exhibitions discussing migration and mobility have become increasingly marginalized in many of Stockholm's national museums. What remains is all too often territorially anchored representations of "Swedish culture and heritage," seemingly distinct from the heritages preserved and depicted in other museums. Levitt's example is one among many, but her fieldwork-based study articulates well how relations are shaped through activities, where cultural values and understandings about the past in the present guide priorities operationalized by museums.
as a "nation of immigrants," the united States represents a special case, with differences in the ways in which social collectives are organized around the concept of heritage. the idea of "communities" common in american life and academic research is complex and shifting, involving a mix of the universal, transnational, national, regional, local, indigenous, ethnic, and diasporic into complex overlapping identities and allegiances. in the context of community formation and mobilization, heritage is a forceful but flexible tool used to stake out very different competing understandings of culture and belonging. Heritage is innovative in the sense that it shapes social collectivity and culture and pedigree.
this special issue of Scandinavian Studies explores change (and resistance to change) in museum practices and ideals by presenting case studies that reveal how museums become positioned as advocates for particular values and art forms. Far from viewing this positioning as impersonal or purely institutional, our studies highlight the ways in which communities, community members, and museum workers labor to claim an identity, assert heritage, and perform heritage for an intended audience. Many museums chronicling nordic pasts start as volunteer operations. Some try to climb a social ladder both in the museum hierarchy and among stakeholders-a shift that by definition professionalizes the organization, cutting ties with the former "momand-pop" organization and sometimes even with its former constituency. as Gradén and O'dell show in their case study in this issue, changing a museum's organization and focus becomes a balancing act of vernacular heritage, institutional heritage making, and commodified culture. Such cultural heritage sites become increasingly reliant on financial stakeholders, technological advances, and current cultural trends.
this entanglement also points to the fact that heritage sites and artifacts are seldom singular entities. they are always embedded in networks of actors that include tourists, curatorial staff, national politicians, scholars, educators, local communities, and many more. in this sense, as Rodney Harrison has pointed out, heritage might be understood in terms of assemblages of people, objects, networks, and interests (2013, 34) . Similarly, the heritage that thomas a. duBois discusses in his case study encompasses much more than the building he analyzes. it includes all the actors he describes, as well as their competing interests as the building has been handed off from one group of promoters and custodians to the next over the course of more than a century. thinking of heritage in terms of assemblages helps us understand the complexity of what heritage can be.
this is important because museums also have multiple purposes and goals that they strive to achieve and balance. Over the last decades, many museums have shifted successively in scope and size, and the museum landscape has become more diverse. Many museums that have been recognized for their specialized knowledge, cultural resources, and sites of public education (folkbildning) have become establishments of "edutainment" (cf. Hannigan 1998, 94) , in which educational ambitions are embedded in, and at times overshadowed by, attempts to entertain visitors and attract public attention with the purpose of growing their audience. this kind of shift of focus in museums' activities is aligned with museum professionals' debate over how to prioritize preservation, collections, and core exhibitions in relation to social engagement, cultural identity, and institutional sustainability in a world marked by mobility, migration, and growing competition for stakeholders and public recognition. With museums' major task to be at service to society, the task of financing increased accessibility and diversity rises to the heart of the matter.
as icOM director general anne-catherine Robert-Hauglustaine reflects on the circumstances of museums in the twenty-first century:
it is a world where the historical value of cultural property must be defended, a world where profiteering has taken precedence over accessibility of collections, a world where museums of all types and sizes and in all locations are in danger, due to lack of financial resources needed to maintain them, to continue their educational activities in service of society, and to develop their research and training programmes. (2016, (9) (10) (11) (12) (13) Simultaneously, museums and heritage sites around the world are producing heritage, perhaps as never before. driving this transformation from historical value to profiteering is the growing expectation that museums and heritage site stakeholders have in evaluating the success of their institutions through quantitative measurements in which the number of visitors is the primary measure of success (camarero, Garrido, and viente 2014; Gradén and O'dell 2017) , 2 and parameters such as social inclusion and diversity tend to be more easily overlooked in Sweden (Myndigheten för kulturanalys 2017) than in the united States, where museums are often held accountable to their stakeholders also in terms of engagement. Several of the articles included in this special issue, particularly the article by Rue and that of Gradén and O'dell, show how efforts to do this have varied, offering special temporary exhibitions, children's programming, music jam sessions, concerts, workshops, cocktail hours, viking days, culinary conferences, and sauna sessions, often striving to appeal to people who may not identify as nordic or do not think of museums as places they would normally visit. in part, these efforts stem from the growing expectations that 2. Further evidence of this trend can be found on the home pages of branch organizations such as Sveriges museer and american allegiance of Museums (see http://www .sverigesmuseer.se/pressrum/snabba-fakta-om-museer/ and https://www.aam-us.org). museums in general face, of demonstrating the manner in which they serve a public benefit and support social values at play in their specific communities or in society at large. However, as we learn from icOM's general director, they also stem from the demands museums all over the world face, of providing measurable results of annual growth and economic vitality to their financial stakeholders in an era of economic measurements (Robert-Hauglustaine 2016) . an important question in this context is what happens to people's understandings of heritage in nordic contexts when it is increasingly seen as a marketable and quantifiable commodity that can be moved and even strategically positioned to compete for people's leisure time and volunteer engagement as well as for visitor, benefactor, and charitable contributions.
contributions to this issue of Scandinavian StudieS thomas a. duBois examines how a single remarkable building, a dragon-style hall constructed in Orkdal, norway, to be part of the 1893 chicago World's Fair, took on new meanings as it migrated from norway to chicago, and then to rural Wisconsin, and finally back to norway over the course of a century and a quarter. Originally conceived of as a playful hybrid of the medieval and the modern, the building gradually acquired a gravitas owing to its age and historic significance. it took on a succession of different roles and meanings as it moved from the World's Fair to the Little norway open air museum of Blue Mounds, Wisconsin, and then back to the city center of Orkdal, norway, the town in which it had originally been produced. duBois's discussion adds to previous studies of the biographies of World's Fair pavilions and how they become strategically used by people who move and maintain them (cf. Gradén 2004) . the article also problematizes how the varying performances of heritage and identity came to be housed beneath the building's towering and picturesque high ceiling. anna Rue highlights how the vesterheim Museum in decorah, iowa-a museum rich in ethnic material culture and situated in the heart of the norwegian upper Midwest-has transformed itself over the years since its founding in 1877 as the norwegian-american History Museum. Building on an eclectic collection of artifacts, including natural science objects and tools and possessions of norwegian american immigrants, the museum was established to serve faculty and students at decorah's Luther college. in 1967, the museum separated from the college to establish an independent identity as an ethnic museum focused on norwegian american material culture. it set a course toward establishing an influential folk school that would use the museum as its inspiration for continuing the material culture traditions of norwegian americans. in 1977, it changed its name to vesterheim ("western home," a term norwegian immigrants used for their homes in north america). alongside its material artifacts, however, the museum's leadership began in the late 1960s to call attention to norwegian american folk music, with a norwegian-american Folk Music Festival that became a fixture of the museum's annual nordic Fest from 1968 into the early 1990s. Rue examines how the museum's organizing of festivals provided contexts where heritage could be actively created among participants in ways that went beyond what vesterheim's courses and exhibits could otherwise achieve. While focusing on the crucial era of the 1970s and 1980s, Rue also notes some of the ways in which the museum seeks to engage in new ways with the local decorah community of today, through programming for children, periodic music jams, crafts workshops, and other interactive events.
B. Marcus cederström focuses on the actions, agendas, and energies of local organizers-volunteers-as they work to maintain and develop a community museum, established in 1965, that reflects and shapes local heritage. the small town of ulen, Minnesota, began with a norwegian homestead in 1871, and norwegian culture was long the unquestioned norm of daily life. Over the course of generations, as norwegian migration to the area slowed, material objects-including a mysterious sword discovered in a local field and the ruins of a boat on a local shore-suggested ties back to an even earlier norwegian migration, that is, that of vikings to north america. While ulen local historians recognize the unlikeliness of a viking connection today, they nonetheless value this history as part of local heritage and seek to present to themselves and to visitors to ulen an enduring local history that encompasses norwegian culture, the livelihoods and material culture of the pioneer era, and a continued cohesive community in the present. cederström examines the process of heritage negotiation while calling for a stronger focus on small museums in the fields of folklore studies, community studies, and museology.
charlotte Hyltén-cavallius's contribution, based on an earlier piece published in Swedish (Hyltén-cavallius and Svanberg 2016), provides a contrast to american community-generated exhibitions by examining the use of collections for exhibitions at the Swedish History Museum in Stockholm, a government-supported museum established in 1934. Hyltén-cavallius demonstrates that religious diversity has not been part of Swedish constructions of cultural heritage. as a consequence, creating a museum exhibit that presents an inclusive approach to religious communities in the country is not high on the agenda of any government-supported national museum in Sweden. Hyltén-cavallius uses archival material, newspaper accounts, and interviews with managers and curators to shed light on attitudes toward religious cultural heritage in general among museum workers and to analyze two past exhibits at the Swedish History Museum that aimed at presenting religious traditions. as Hyltén-cavallius shows, a number of factors hinder institutional attempts to represent religion, including the cultural homogeneity of the museum staff, that is, the people who collect the artifacts, research them, and plan displays. Some of the museum curators interviewed expressed a lack of interest in working with religious cultural heritage and a presumption that the museum's collections lacked materials that would enable them to plan or mount an exhibit of religious cultural heritage. Others expressed a fear of opening up the museum and collaborating with religious groups who might exploit the institution for sectarian purposes, drawing the museum into ongoing geopolitical or religious conflicts. Finally, as Hyltén-cavallius shows in both her interview material and analysis of the two high-profile exhibits, the perception of Sweden as a highly secularized country influences the choice of directions taken by museums when considering exhibits connected with religious beliefs and traditions.
contemporary heritage making in museums is not simply a question of what museums and heritage sites have become as a result of their collections, exhibitions, and programming decisions; it is also a question of what communities and what sorts of visitors are anticipated or welcomed. the commonsense presumption has long been that visitors to heritage sites and museums are in search of new perspectives on the past, inspirational insights that will help them not only understand the past but frame their relationship to the past in new ways. interestingly, recent scholarship suggests that visitors to heritage museums and sites are often looking more for confirmation of understandings they already possess than for novel or divergent viewpoints (Smith 2015) . in their contribution to this special issue, Gradén and O'dell drive this line of argumentation further by illuminating what happens as museums push their activities further and further into the experience economy (Pine and Gilmore 1999; Kirshenblatt-Gimblett 2006; Bendix 2009 ).
Based on an in-depth ethnographic analysis of the nordic Heritage Museum in Seattle, they illuminate how museum leadership worked to reposition the museum in relation to a broader public as the museum prepared to move to a deluxe new facility. a more traditional exhibition platform that told the immigration story of local nordic americans gave way to an experience-and event-based orientation that strives to attract a younger and broader audience. in the process, in-depth knowledge of the historic immigration process yields ground to more contemporary-oriented exhibits of nordic design, fashion, and arts. the goal to create a cooler museum with broader appeal shapes the museum's plans for exhibits and educational components (cf. du Gay and Pryke 2002; Ray and Sayer 1999) . in order to succeed in a new market environment, the museum leadership has posited, heritage has to do more than just confirm visitors' expectations of the past, as Smith argues. it has to be fun: it has to be hip.
Heritage involves multiple components and includes educational, cultural, economic, political, social, and experiential dimensions (Sacco 2016) . Most heritage sites and museums include varying proportions of all of these, but the manner in which they are weighted is subject to variation and change. as the contributions of this issue illustrate, heritage is a shifting and evolving phenomenon, one with cultural, political, and financial contingencies. as museums choose what elements of culture or history to prioritize in their collections, exhibitions, and programs, they envision and seek to attract certain clientele, be they families with small children, adolescents, adults, or seniors. they anticipate and invite, or overlook and exclude, people of particular backgrounds, be they cultural, religious, occupational, or other. the choices a museum makes reflect the economic, social, cultural, and political values of their stakeholders. in so doing, museums as curatorial agencies of "heritage making" constitute collectives and organize such collectives around cultural matter-objects, buildings, narratives, songs, craftsmanship, cooking, dress practices, and so on. 
